The two remaining papers deserve special mention. Although Newfoundland was not a province at the time, the inclusion of John Parson's paper on Newfoundland in the Great War serves as a reminder that Newfoundlanders made a valuable contribution to the war and suffered terrible losses at Beaumont Hamel on 1 July 1916. After reading Parsons one can understand why the memory of that one day means so much to Newfoundlanders. Laura Brandon's short history of the Vimy sculptures models prepared by Walter Allward in preparation for the Vimy Memorial is a reminder that the records of the war, in whatever shape or form they may take, have not always been treated with the reverence that is due. Renewed interest in the war in recent years, the construction of Canada's new war museum, and the passing away of the last of the Great War veterans all serve to remind us that the war had and continues to have a profound impact on Canada and Canadians. The essays in this volume are evidence enough that the First War has entered our consciousness as one of our great defining moments, and we realize that the Western Front extended far beyond France and Belgium and influenced our country, our communities, and our citizens in ways that we have yet to discover. (GLENN WRIGHT) Herbert Whittaker. Setting the Stage: Montreal Theatre 1920 -1949 Edited by Jonathan Rittenhouse McGill-Queen's University Press 1999. xvii, 298. $44.95 In this charming, chatty, highly anecdotal, and effervescent memoir, Herbert Whittaker chronicles in extraordinary detail his experiences in the Montreal theatre, from the moment of being stage-struck when his parents took him as a child to London during the First World War until his move from Montreal to Toronto in 1949, where he became the leading theatre critic of the Globe and Mail. As a young man, and indeed throughout his career, Whittaker has been a keen student of Montreal theatre history. His book is full of retrospective glances at the great performers who came to the city in the nineteenth century, including Charles Dickens, Henry Irving, and, above all others, Sarah Bernhardt. Since the Montreal of his youth was regarded as one of the more important sites on the touring circuit, and since New York was nearby, he regularly saw some of the great performers of his own time: Lilian Gish, Sir John Martin-Harvey, Kenneth Wicksteed, George Arliss, Robert Bruce Mantell, Minnie Maddern Fiske, Ethel Barrymore, Cissie Loftus, Bransby Williams, and the incomparable Canadian actress, Beatrice Lillie. (He includes a delightful caricature he did of her which captures her androgynous appeal to the letter.)
Whittaker first became a stage designer in the spring of 1933 when he prepared the costumes and the lighting plot for the Everyman Players' production of Everyman. He continued designing for this company for several years, slowly learning the discipline of his craft by concentrating his attention on some of the masterpieces of dramatic literature including Eliot's Murder in the Cathedral, Shaw's Saint Joan, and Marlowe's Dr. Faustus. He also designed now and then for his friend and colleague Charles Rittenhouse, who produced an impressive repertoire of Shakespearean plays at the West Hill High School in the 1930s. Whittaker eventually became involved, as so many of our fledgling and experienced artists did, with the Dominion Drama Festival, first at the regional, and then at the national level, learning a good deal from the distinguished foreign adjudicators who evaluated the productions and gave out the prizes. From working as a designer, it was a natural step to the heady role of director: his initial challenge was Pushkin's Festival in Time of Plague for the SixteenThirty Club, which he not only directed but also designed and which he entered in the Dominion Drama Festival in 1938.
Whittaker was eventually faced with an all too familiar dilemma: how could he make a living in the Canadian theatre as a designer and director? Would he have to go abroad as so many other Canadians had done before him? His solution was somewhat novel: in 1945, after serving part-time since 1937 in various capacities to prove his worth, he became the theatre critic for the Montreal Gazette. He sometimes found himself writing about productions in which he himself was involved! In 1945 he had the rare opportunity to design both the costumes and the setting for Much Ado about Nothing, produced by Charles Rittenhouse and directed by Bobbie Beatty under the auspices of the Shakespeare Society of Montreal and presented in Moyse Hall at McGill University. This gave him an opportunity that he had longed for: to prove, under the influence of William Poel, 'that Shakespeare's plays move most naturally and easily when one follows the floor plan of the Globe Theatre.' He also designed Romeo and Juliet for the Shakespeare Society: again, Charles Rittenhouse was the director, as he had been almost ten years earlier at West Hill High School, and again Whittaker continued his experiment with Poel-inspired ideas. The production is also noteworthy in theatre history as the first one in which Christopher Plummer as Paris had ever played a Shakespearean role. (Plummer has written a gracious foreword to the book.) By the time Whittaker left Montreal, he had designed and/or directed nearly eighty different productions this is an extraordinary record by any standard.
Much as Whittaker loved Montreal, he eventually realized that there was little future for him. Although he had done some work with francophone artists, such as the director Pierre Dagenais, he wasn't sufficiently fluent in French to participate in what was clearly becoming a predominantly French theatre city. Moreover, as he asked rhetorically in his last piece for the Gazette: 'How long can one go on being a drama critic with no professional theatre to criticize? Toronto has that necessity for drama critics. Montreal has not.' Increasingly, the professional companies coming out of the US and the UK were bypassing Montreal because it didn't have a modern purpose-built theatre to meet their needs.
There seems no end to the stories that Whittaker can tell about his nearly thirty years in Montreal theatre. He does not follow a straightforward chronology. This makes the book lively and engaging but it also makes it somewhat difficult to tell when he did what and with whom. Fortunately, the editor of the book, Jonathan Rittenhouse, son of Charles Rittenhouse and a professor of drama at Bishop's University, has written a thirty-twopage afterword a 'contextual commentary' in which he discreetly fills in the gaps in the narrative, provides, as his title promises, a wider context than Whittaker's cherished personal view allows, and elaborates some of the subjects which Whittaker glosses over. As if this were not enough, Rittenhouse has prepared a detailed chronology of the highlights of Montreal theatre from 1920 to 1949, and conveniently places asterisks beside those events that are related to the ones chronicled in the book. In addition, he has given us full endnotes for each chapter together with an exhaustive bibliography of books and articles. Apart from the excellent range of black-and-white photographs placed judiciously throughout, there is a grouping of twelve of Whittaker's designs in colour no less ranging from André Obey's Noé in March 1933 to King Lear in 1953. The entire book has been handsomely edited and produced: it is little wonder that it won an Alcuin award for excellence in book design in 1999. As a study of three Canadian missionaries who went to India, Korea, and Africa between the two wars, Modern Women Modernizing Men: The Changing Missions of Three Professional Women in Asia and Africa, 1902-69 goes 
